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THE CHURCH OF CHRIST ZOODOTES 
IN EMBORE (ALBANIA) 


The 14" century saw the emergence of a number of regional art ateliers on the 
territory of Macedonia, Epirus and Thessaly, which shaped a rich and diverse picture 
of Byzantine painting in its last stage. These ateliers adopted iconographic models and 
themes created in the capital Constantinople or in some of the large metropolitan cen- 
tres such as Salonika or Mistra, adapting them in the context of regional traditions and 
specificities, some of which were quite archaic. At the same time, this process was 
influenced by concrete historical events, conceptual movements and personal require- 
ments of the donors. Here | will examine one such monument of ecclesiastical paint- 
ing. This is the church in the village of Embore which, due to its geographical loca- 
tion, was naturally influenced by the dominant aesthetic and conceptual trends 1n the 
two nearby ecclesiastical and cultural centres: Ohrid and Kastoria.’ 

The church in the village of Embore is dedicated to Christ 70050716 
(Lifegiver), but since its feast day was on Ascension Day, it gradually came to be 
known under that name too. The church is cruciform and one-apse, with a narthex and 
facade decoration dating from the 16"-17" century, The original design probably fea- 
tured a domed narthex. | | 

The murals in Embore are among the most interesting monuments of Late 
Palaeologan painting in the region.’ Most of the surviving churches in the region 
belong to the post-Byzantine period, but about a dozen kilometres away lies the St. 
Demetrios Church in Bobostica, whose first layer of murals dates to around the last 
quarter of the 14^ century? This paper will draw stylistic and iconographic parallels 
with the church in Bobostica not only because this is the nearest church in geographi- 
cal terms, but also because it was probably commissioned by the same donor. 

Unfortunately, after the 1930s – and probably later — many of the murals in 
Embore were overpainted, whereas the only 14" century murals preserved in Bobostica 
are on the facade and on the western wall of the naos. The present state of the murals 
in Embore does not allow full reconstruction of the original decoration. In addition to 
the overpainting, there are later splashes of red paint on some of the walls. In 1975 V, 
Djuric published a study on the churches of the Virgin Eleousa in Mali Grad — Prespa 
(1369), of St. Athanasios in Kastoria (1383) and of Christ Zoodotes in Embore (1390),4 
This has remained the only academic study on the iconography and style of the murals 
in Embore published to date. Djuric’s main thesis, which is based on the iconographic 
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similarities of the three churches, is that they were decorated by one and the same art 
atelier. However, unlike his detailed review of the murals in the other two churches, 
Djuric examines only some of the scenes and images in Embore. illustrating them 
with photos taken by A. Stransky back in the 1920582 Although the church is men- 
tioned in various works on history and art criticism, its murals are on the whole un- 
known and unpopular." 

I. The Donor's Inscriptions 

At the end of the 19" century P. Milyukov published the donor's inscriptions 
and a brief note on the murals in Embore.’ The donor's inscriptions in Embore were 
examined in several publications from the early 20^ century by the Greek scholars Р. 
Papageorgiou’ and 5, P. Lampros, according to M. Vasikyras; for some unknown 
reason, however, those publications were not cited by later researchers. The Albanian 
researcher T. Popa wrote a paper analyzing the donor's inscriptions in a different way, 
and mentioned the Embore murals in some of his general studies devoted to ecclesias- 
tical art in Albania. The way the inscriptions are deciphered in this paper is almost 
identical with that proposed by P. Papageorgiou.’ 

1. The donor's inscription above the western door reads; 

АМЕІГЕРӨН ЕК ВАОРОУ KAI КОПОУ KAI МОХВОУ О OEIOZ 
KAI ПАМУЕПТОХ NAQE OYTOE TOY KIPIOY HMQN IZOY XPIZTOY 
TOY ZQOAQTOY КАЈ ANEIXTOPHOGH ПАРА TOY KTITOPOX TOY 
HANIEPOTATOY EMIZKONOY KYPIOY ММФОМОг 
АУФВЕМТЕХОМТОХ AE TON AM..AAAQN' АХТАДЕЛФО 
HANEYTYXEETATOX? EEBAETOKPATOPOZ IQANNHE КА! 
ПАМУФТАОТАТОХ АЕХПОТНУ KYPIOX GEOAQPOEZ ETOYE 20): НГ. 

(This Divine and pure church of our Lord Jesus Christ Lifegiver was built 
from the foundations with the labour and effort and painted by the donor, the 
[IANIEPOTATOY bishop lord Nimphon, under the rule of brothers of the 
IIANEYTYXEEXTATOI sebastocrator John and the ПАМУЧТАОТАТОХ despot 
lord Theodoros over AM...AAAQN in the year 6898, indiction 1321390). 

S. P. Lampros deciphers the year as сто бл 1360. This interpretation is 
difficult to accept because the year is quite legible, but I believe that the uncertainty 
about the date comes from the fact that the characters depicting the year are twice as 
big as those used in the rest of the inscription, as well as from the very nature of the 
murals. The year might have been added later, which was a commonplace practice. 
In some cases the year below the donor's inscription does not even correspond to 
the term in office of the bishop mentioned in the respective inscription. 

This paper proposes a new reading of the inscription, which differs from the 
earlier variants mainly with respect to the beginning of the second sentence. Led or 
misled by the proximity of Embore to the church of the Virgin Eleousa in Mali Grad – 
Prespa (1369), Milyukov, Popa and Djuric decipher the part in question as follows: 
АУФОЕМТЕУОМТОХ AE TOY AMHPAAAAOY. According to Milyukov апа 
Popa, Amiralad (in the genitive) was the selfsame Amiralis, son of the ceasar Novak, 
who is represented in the Church of the Virgin Eleousa in Mali Grad, Prespa. Accord- 
ing to V. Djuric, this was more probably Amiralis, the Albanian nobleman from 
Ioannina. 
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The thesis proposed in this paper is that this cannot be an anthroponym. In the 
word read by the above-mentioned scholars as АМНРАЛАА, the first two letters, 
АМ. and the last, AAA, are clearly legible – and, most importantly, the abbreviation 
of û pêya vů, QN, above Beata, which is the suffix for Genetivus Pluralis. This 
would obviously have been impossible had that been a proper name. The word is 
preceded by the definite article given as тез, and above it is the abbreviation of д 
шкроу- vv, Le. TON - the definite article їй Accusativus Singularis. Most probably 
here, as elsewhere in the two donor's inscriptions, û рёу@ has been replaced by Û 
uk póv, and the definite article should be TON - in Genetivus Pluralis. 

Here | will offer one more argument against the possibility of this being à 
proper name or, even less so, the name of a ruler. The entire mediaeval practice shows 
that it was impossible to cite the names of rulers or clerics without a title and epithet; 
if the donor was a laic his name was preceded at least by KYPIOZ, or by definitians 
such as “the humble" or "God's servant." It cannot be assumed that precisely in this 
case the name of the first, according to researchers, ruler would not have been pre- 
ceded by a title or at least by KYPIOE. In the selfsame church and in the selfsame 
inscription, we will find an abundance of titles before the names of Nimphon, John 
and Theodoros. 

In sum, we could say that this 15 à noun in Genetivus Pluralis, which might be 
à place-name designating the territory ruled hy sebastocrator John and despot 
Theodoros, or – although this is less probable — that itis an adjective (epithet) refer- 
ring to both. We believe that further study of the meaning of the inscriptions in the 
Embore church along this line of reasoning would provide more reliable evidence 
about sebastocrator John and despot Theodoros who, for the moment, cannot be iden- 
tified with certainty. 

Milyukov thinks that John is John V Palaeologos and his son Theodoros Des- 
pot of Morea. The expression "brother uterine” is assumed to be fi gurative rather than 
literal. T. Popa and V. Djuric have not undertaken to identify the persons in question. 
Iris possible that this might be Theodoros И Muzaki, as identified in Prosopographishes 
Lexikon Palaiologenzeit"" , 

2. Above the southern door is the other donor's inscription, which is the donor's 
prayer. The way this inscription is deciphered here is almost identical with P. 
Papageorpiou's and similar to that proposed by Vasikyros, but in some parts differs 
significantly from the interpretations of Milyukov, Popa and Djuric. 

ANAE АМАРХЕ ХРЕТЕ MOY ЛОГЕ AEAEEZAI KAMOY THN 
IKTPAN OIKEXIAN O TAHINOEZ EMEKONOL NIMOQN. KPATO AE TON 
NAON TON ВЕТОМ МЕТА IIOTMON. APXHN TAP ANHTIPAN EK 
BA@POY TE KAI KOIIOY ME XPIZTONYMON AAGQN". TOIS GEAOYZI 
YOOEINAI AYEZIN ГАР ЕТО TIOAAGQN AMITAAKY MATQN, 

(O Infinite Ruler, О my Christ, Word, accept my modest prayer, of the humbie 
bishop Nimphon I hold this Divine church after death. Because at the beginning it was 
built from the foundations as well as with the labour of the Christan population, To us 
who want to be saved, let there be absolution from many sins.) 

The inscriptions do not mention Nimphon’s episcopal seat. According to L 
Snegarov, Nimphon was bishop of the Wallachian eparchy around Embore.'^ In sup- 
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port of this thesis І. Snegarov cites the chrysobulls issued by Prince Dusan to the 
monastery in Treskavets, which note that the Church of St. Nicholas in Embore (Ат югп, 
Yebori) was donated by the Wallachian bishop, but do not refer to him by name. V. 
Djuric justifiably rejects this thesis and hypothesizes that Nimphon was probablv bishop 
of Debolion. The personality of Nimphon will be discussed in greater detail below. 

This paper cannot provide exhaustive and unambiguous answers to the many 
different questions posed by the monument under review — such as the identification 
of the donor and the rulers mentioned in the inscriptions, the choice to dedicate the 
church to Christ Zoodates, the use of rare iconographic elements, etc.; however, it will 
at least try to expand and enrich the available evidence about the church in Embore, 
and to propose some hypotheses. 


И. Iconographie programme. The iconographic programme generally fol- 
have exact data on restoration work or the cleaning of the murals since V. Djuric's 
visit, but there are some differences between the scenes and images which he identi- 
fied in the 1970s and those which I saw during my visits in 2001 and 2002. 

Dome. The murals on the dome and drum are not overpainted, but they are in 
very poor condition: many parts are peeled, and those that are not are badly weathered 
and covered by a white layer of salts, water and dust, as a result of which the images 
are barely discernible. By tradition, the dome displays Christ Pantocrator in a blue 
himation holding a closed Gospel, encircled by an inscription. He is surrounded by à 
lier with representing angels, most of which are destroyed. Below the angels, on the 
drum, there are standing figures of prophets with scrolls, Despite the leaking salts this 
теге is relatively well kept. The prophets are in dynamic postures, their scrolls un- 
furled in complex curves. Some of the scrolls are vertically unfurled, as if flapping. 
This iconographic device is typical of Palaeologan art. The vertically unfurled scroll, 
the flapping chitons and the almost S-shaped posture are typical of monuments repre- 
sentative of the “Hellenistic trend" in Palaeologan art, the so-called Constantinopolitan 
Greek mannerism.! The monument under review cannot be classified as part of this 
trend, although it has some of its distinctive features. 

The pendentives show the Four Evangelists. They are seated before an open 
Gospel on a lecterns stand (analogion), against a natural and architectural landscape 
decorated with vellums. One of the Evangelists is relatively better preserved: prab- 
ably Luke or Mark, with red hair and a short red beard, dressed in a brownish chiton 
and blue himation. 

The two arches in front of the apse and the western wall feature four large 
medallions each, the representations in which are overpainted but have blackened 
beyond recognition. This is an unconventional architectural form; and the medallions 
are disproportionately large. 

Altar space. The representations in the apse are preserved more or less in the 
original, even though the eyes of all figures are poked out and there are stains of 
overpaint. In the conch of the apse is the Virgin Nikopoios and Child represented in a 
blue medallion on her chest. The Christ Child is red-haired, holding a scroll in one 
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hand and blessing with the other; He is in a white chiton and red himation; the cross on 
the nimbus is red. The Holy Virgin is dressed in a blue robe with instira on the sleeves 
richly decorated with pearls and gems in geometrical patterns, and a brownish 
maphorion with tasseled shoulders. Her face is stern, with thick dark shading and 
white highlights typical of the 14" century. 

The Virgin is defined by the epithet Н ПАМТОМ ХАРА (Rejoice upon all; 
The Joy of All), inscribed in two octagonal stars . This is an extremely rare epithet for 
the Virgin, which during this period can be found in the Church of St. Athanasios tou 
Mouzaki in Kastoria — at that, in the same octagonal stars inscribed below. A fresco on 
the rocks around Great Prespa near the village of Nivitsa (Psarades) comes from the 
same region. The fresco depicts a rather primitive and schematic Virgin Eleousa de- 
fined as H ПАМТОМ XAPA, in a rectangular border, with the names of monks and 
the year 1373" and in the rock church near the village Touminec (Great Prespa). Prob- 
ably those three monuments, which are geographically related, are among the earliest 
representations of the Virgin H ПАМТОМ ХАРА. The Virgin in the apse of the 
church of St. George in Monastiraki, Amariou (Crete) is also defined by the same 
epithet. 

During the Turkish period the murals in Embore served as iconographic mod- 
els for the new churches that were built in the region in the 17^-18^ century. They 
obviously influenced the representation on the northern wall of the 1782 Church of 
Archangel Michael in Vithkugi (near Korca) of the Virgin Enthroned, flanked by two 
angels holding scrolls and defined as H ПАМТОМ XAPA. 

There are references in literature to some representations of the Virgin H 
ПАМТОМ XAPA from the post-Byzantine period on Mount Athos: H. Brockhaus 
cites the image of the Virgin in the apse of the Chapel of St. George (1425, 1555) in 
the Athonite Monastery of St. Paul; P. Kondakov gives an example from the dome of 
the Vatopedi Monastery (1537). According to Kondakov, the epithet is part of the 
expression коріо ту күүм т каутоу хора (Lady of the Angels and the Joy of 
АШ). and was introduced in the post-Byzantine period by way of Creto- Venetian paint- 
ing." Obviously the scholars from the end of 19" and the beginning of 20^ century 
were not familiar with the above-mentioned earlier representations, which are the suc- 
cessive example of rare iconographic themes on the territory of the Ohrid Diocese in 
the 14" century, and which reappeared and spread across the Balkans in the post- 
Byzantine period by way of the Creto- Venetian School. 

This epithet for the Haly Virgin, according to Н. Brockhaus, comes from the 
Horologion to Mega," but it is also used in the Pentikostarion, as well as in various 
hymnographic works." 

Besides, this epithet is used in liturgical literature not only for the Holy Vir- 
gin, but even more frequently for Christ: in several works by St, Roman Melodos and 
in the Triodion^^ . Although sporadically, this is also reflected in painting: in Rozhen 
Monastery the niche over the western door of the church displays Christ Enthroned 
defined by the epithet “Y ПАМТОМ X APA", surrounded by the symbols of the Four 
Evangelists with books (1597). 

The arch on both sides of the apse shows the scene of the Annunciation, and 
above it the Ascension, which is barely discernible. In the prothesis niche there 1s a 
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representation of Archdeacon Stephen, and in a niche on the northern wall, of St. 
Roman Melodos. All those portraits and scenes are completely overpainted. 


In the apse, below the Virgin, is the scene of the Melismos. To the left of the 
sanctuary are St. Gregory the Theologian, holding a scroll with the second prayer of 
the faithful: ходу кот TOAAGKIC cov лаутоте n; and St. Basil the Great, with the 
beginning of the prayer during the Cherubicon on his scroll: “Ovsele GELO том 
стубЕдЕНЕУОУ тиіс Güpkixaig exvOvpiag xoi". To the right is St. John 
Chrysostom, holding a seroll with the beginning of the Prothesis: “6 бвос о Ввос 
"nuovo том оррамом prov THY трофту тор паутос косцоо “; next comes St. 
Athanasios of Alexandria, holding a closed scroll, 

The figures of the bishops aré depicted in three-quarter profile, slightly inclined 
towards the sanctuary. They are dressed in а polvstaurion and omophorion, with alter- 
nating decoration; St, Gregory and St. Basil are in a polystaurion with black crosses and, 
symmetrically, an omophorion with brown crosses, and St. Basil and St. John Chrysostom 
are in a palystaurion with brown and an omophorion with black crosses, over a yellow 
epitrachelion and epigonation richly decorated with pearls. The hair of St. Basil and St. 
John Chrysostom is modelled with alternating white and reddish locks. 

Next to the sanctuary there is the inscription О MEAIZMOX (dismembering, 
dividing), and behind it a cherub with red-and-white wings, flanked оп both sides by 
a golden rhipidia depicting a cherub. 

On the sanctuary the Christ Child is depicted, as the eucharistic sacrifice, in a 
liturgical paten covered with a liturgical veil and an asterisk. and blessing with His 
right hand. To the right is a tall, tetrafoil-shaped chalice, and to the right on the sanc- 
шагу lies a rolled seroll unfurled only at the word K ПОТНХ (And make). This is the 
part of the epiklesis, a liturgical prayer invoking divine assistance in the transforma- 
tion of the eucharistic offerings: ka лотоом том LEV артом тотоу тїштї сене 
too Xpric toU oov” (“And make this bread the precious body of the Christ"). I do not 
know of any other monument with a similar detail. The scene usually represents а 
symbolic, synthetic picture of the Eucharist, but this inscription invokes a concrete 
moment of the Liturgy, which is illustrated here. The same concrete moment, but 
interpreted in a different way, can be found in the St. Panteleimon at Nerezi, where the 
text of the epiklesis is inscribed on the scrolls of the bishops, This is one of the most 
widely discussed moments of the Liturgy in all periods, but the symbolic aspects of 
the composition and the historical context in which its interpretation originated are 
themes that have been researched extensively in scientific literature and that are not 
the subject of this study." 

On the eastern wall near the apse the procession from the Melismos continues 
with the figures of St. Cyril of Alexandria holding a scroll with the inscription 
EYXAPIZTOYMEN ХОГАЕХПОТА ТОМ AMANTAN; and another bishop with 
a scroll, KYPIOX EETI OIKTIPMON KAI EAEL.... In the niche on the southern 
wall (opposite St. Roman) there is a representation of St. Ignatios Christophoros, and 
on the southern column in front, of St. Clement of Ohrid. ‚ Except for part of the vest- 
ments (the epitrachelion and the epigonation) of St. Cyril, all four figures are com- 
pletely overpainted, and so are the identifying inscriptions. 
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Tier of standing saints. Southern wall: The place thal was immediately next to 
the iconostasis is occupied by a large composition of Deesis with Christ as King. The 
scene ig more or less completely preserved — only the faces of Christ and St. John the 
Baptist and the lower part of figures of the Holy Virgin and St. John are overpainted. 
Above their heads there is a painted triple arch, filled with a decorative element. V. 
Djuric defines the scene as "normal Deesis" and does not discuss it further; by contrast, 
V. Lazarev notes that in the church in Embore Deesis is a type “The Queen of Heaven 
standing at the right band", The epithet for Christ is overpainted and unrecognizable. 

This scene, which is typical of Palaeologan and post-Byzantine painting in 
the Ohrid Diocese, is traditionally represented on the northern wall near the iconosta- 
sis, i.e. on the mirror location that usually depicts the Осен, This particular choice 
of location in Embore is not accidental and may be explained by the patron of the 
church, Christ Zoodotes. For in the iconographic programme of churches, especially 
in the 12-14" century, precisely this place (near the iconostasis on the southern wall) 
is assigned to the church patron. This thesis is also confirmed by the decorative arch, 
a variant of a decorative border, which is a traditional device designed to highlight and 
separate the portrait of the patron from the other representations. Consequently, here 
the composition of Deesis is not accidentally located on the southern wall, contrary to 
tradition, but represents the patron of the church, Christ Zoodotes. 

This composition can be found in the same place, on the southern wall, sev- 
eral centuries later, in the above-mentioned Church of St. Archangel Michael in Vithkuqi 
and in the Church of St. John the Baptist in Bobostica (17" C.) where the location was 
probably copied mechanically. 

Only several 14"-15" century representations of Christ Zoodotes are desig- 
nated by this epithet; in the churches of Panagia Phaneromeni in Kastoria.” and of St. 
Nicholas Bolnichki in Ohrid," and in an icon from the Treskavets Monastery of Trans- 
figuration (1394);" in the post-Byzantine period, however. this epithet entered ico- 
nography mainly by way of the Cretan School. An icon of Christ Zoodotes is also 
mentioned in manuscripts describing the Vatopedi Monastery, according to which there 
was a miracle-working icon of the type of Christ Zoodotes Enthroned.” 

Obviously “Zoodotes” is an explanatory epithet for Christ Sotir-Saviour. It is 
frequently used in various liturgical texts and hymns dedicated to the Resurrection 
from the Oktoichos, Euhologion, Stichirar and Horologion. In other words, this epi- 
thet is undoubtedly associated with the Resurrection of Christ and the eternal life 
which He gives believers. 

In the scene of Deesis in Embore Christ is represented wearing a royal crown 
and royal vestments, and red boots, but without episcopal attributes — i.e, here He is 
depicted only as King, but not as High Priest. He is shown seated on a curved throne 
with His feet on a rectangular pedestal, The dalmatic is purple, sashed with a gold 
loros studded with pearls. The crown is curved, of the Byzantine type, but because of 
the overpaint it is not clear if it has parapendulia. 

On the book held by Christ as King there is a pericope from the Gospel of Mat- 
thew [25:34]: +AEYTE О EYAo ГНМЕ NOI Ts ПРе Mg KAHPONOMHGATI ( 
бете OL EVAOYTMEVOL TOD латрос pou кАпроморцасте; (“Then shall the King say 
unto them on his right hand, Come, ye blessed of my Father, inherit the kingdom prepared 
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for you from the foundation of the world”), The same text is inscribed on Christ's book in 
the “King’s Deesis" in the Church of St. Atanasios in Kastoria.* Obviously unlike other 
similar representations, that in Embore does not have eucharistic but only eschatological 
meaning. The text from Matthew [25: 31-46] is read on the second Sunday before Lent (ty 
Kopari tie Azókpeto), which is dedicated to the Last Judgement. 

The Holy Virgin stands on a rectangular pedestal, figure strongly elongated, 
holding her garment with her left hand and right arm oustretched in a gesture of prayer 
towards Christ. Unlike the representation in the St. Athanasios in Kastoria, here she is 
not shown with a crown and royal vestments. 

To the right of the door is Archangel Michael with sword raised: this repre- 
sentation is partly overpainted. 

At the end of the southern wall is the donor's portrait. The inscription, within 
a rectangular border, reads: АПОТАТОХ EIHEKOTIOZ KY ММФОМ КА! 
KTITOP.* Bishop Nimphon is portrayed full-length in three-quarter profile; his fig- 
ure is taller than the others in the tier of standi ng saints, bowed and offering the model 
of the church to Christ, who stretches his arm in а gesture of blessing from a segment 
of heaven. The donor is represented with a halo, wearing white vestments, a white 
omophorion with two brownish crosses on the shoulders, decorated with white floral 
motifs and the initials IC XC NK (NIKA). The hands are strongly elongated, with 
fingers modelled in detail, This attention to the treaument of the hands is also found in 
some other portraits in the church, e.g. of St. Helena and the Holy Virgin. 

The model of the church is very detailed, showing the original domed narthex, 
the door, the niche above the door, gables and even the separate tiles. 

The face of Nimphon has distinct individual features: a high forehead with 
meticulously painted lines, straight nose and turned-down mouth, with light reddish 
brown contours and shading. His beard is short, white and bifurcated in two curving 
parts, which are of unconventional shape and look strangely three-dimensional, 

There are many similararities with the donor's portrait in the St. Demetrios 
Church in the neighbouring village of Bobostica™. St. Demetrios stands in three-quar- 
ter profile, right arm outstretched in a gesture of prayer towards the image of the Holy 
Virgin MP OY Н ХОРА TOY AXQPTTOY and left arm around the donor in a 
patronizing embrace. The donor wears great shima vestments — a grey cloak, brown 
mantle and kukulion, but the beard is of the absolutely identical, rare shape. 

1 believe this similarity suggests the following hypothesis. The donor of the 
two churches was one and the same person: Bishop Nimphon. He had a common 
purpose in dedicating the churches in Bobostica and Embore — a purpose associated 
with the Church of St. Saviour in Chora in Constantinople, which I will discuss below. 

The representation of the donor — and generally of personages who are not 
saints — with a halo is not an exception, but the halo is a definite sign that the particular 
donor was quite famous and venerated, most often a ruler or senior cleric. For ex- 
ample, King Ivan Alexander and the Serbian rulers are depicted with a halo. In other 
words, the donor was either dead (and might be canonized as a saint) by the time the 
church was painted, or he was a very important figure in his day. The representation of 
the donor with a halo might suggest that he was no longer among the living. This 
tosether with the new reading of the second donor's inscription means that Nimphon 
had already dued by the time the portrait was painted, 
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Western wall: To the left of the entrance are the figures of St. Constantine and 
St; Helena, which are not in very good condition but nevertheless provide information 
about the original mural. Queen Helena wears a red dalmatic decorated with medal- 
lions with а two-headed eagle, wide sleeves and a white kerchief under the crown. Her 
crown consists of three segments, similar to that of the Virgin as Queen in the 5t. 
Athanasios in Kastoria.On the frame of the entrance is represented St. Symeon Stylites. 
To the right of the entrance are St. Paraskevi and St. Matrona, bath figures completely 
overpainted, Insofar as we сай rely on the late layer of murals, this should be a repre- 
sentation of St. Matrona of Constantinople, because she is in monastic dress. Despite 
her popular cult in literature, in iconography she 15 represented mainly in the 
Menologion cycles, and hardly ever in the tier of standing saints.” 

Northern wall: Near the western wall St. Cosmas and St, Damian аге por- 
trayed half-length in a border. Their portraits are completely preserved in the original. 
The figures are slender and elongated, the faces are long with soft shading, and the 
hair and contours are dark reddish. One wears a green and the other ared mantle. Next 
come the figures of St. Theodore of Tyro and St. Theodore Stratelates: the lower part 
is destroyed but the upper part of the composition is preserved in the original. The two 
saints are face to face, heads raised and arms outstretched towards Christ in a gesture 
of prayer. Christ is depicted in a segment of heaven, half-length, arms outstretched to 
the sides, placing crowns on the heads of the two saints. They are red-haired and red- 
bearded. The composition 15 very similar to that in the St. Athanasios in Kastoria, as 
well as in other churches from the Ohrid-Kastoria region. Next to the two saints are 
the figures of St. George and St. Demetrios, whose vestments аге preserved in the 
original but the heads are overpainted; and, finally, the figure of St. Nicholas, which is 
completely overpainted. 

Following this review of the figures in the lower tier, one cannot help being 
surprised at V. Djuric's thesis that the order of saints 15 identical to that in the St. 
Athanasios in Kastoria, as well as at his definition of the Deesis with Christ as King as 
normal Deesis. 

The scenes from the Christological cycle are depicted in two tiers and are not 
in ehronological order. The four walls under the four blind arcades supporting the 
drum of the dome are occupied by four large scenes, of which only the Nativity on the 
southern wall is recognizable; the Transfiguration on the northern and the Ascension 
on the eastern wall above the apse are barely discernible; the western wall, according 
to V. Djuric, shows a large scene of the Nativity of the Theotokos. Of the Nativity on 
the southern wall only separate elements are recognizable: the Holy Virgin reclining 
on a red bed, facing the Christ Child in the manger, above Him the heads of a cow and 
a donkey; in the centre one can reco mize the figures of the Magi; to the right is а 
shepherd facing the an gel who announces the good news, and to his right two maidser- 
vants bathe the Christ Child in a font. 

Middle tier. Southern wall: The Entry into Jerusalem, The Betrayal of Juda, 
the Presentation of Christ in the Temple (completely overpainted), Western wall: The 
Denial of Peter, The Dormition of the Holy Virgin in the centre and The Presentation 
of the Virgin (completely overpainted). Northern wall: The Baptism of Christ (unrec- 
ognizable, completely overpainted), The Crucifixion, The Holy Women at the Sepul- 
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chre, and The Resurrection. 

Most of the scene of the Entry into Jerusalem has been preserved in the origi- 
nal: the composition, colours and even the details demonstrate direct similarities with 
the same scene in the St. Athanasios tou Mouzaki. Of the Crucifixion only the left half 
is overpainted, whereas the S-shaped figure of Christ i5 preserved, along with that of 
St. John the Theologian resting his head on his hand, next to the centurion Longinus 
with a helmet, military dress and a round shield. The similarities of this scene with that 
inthe St. Athanasios, noted by Djuric, are obvious, but the same iconographic scheme 
can also be found in other churches from the period in this region. The scene of the 
Holy Women at the Sepulchre is completely preserved, but 1115 badly weathered. The 
angel seated on the sepulehre is with an elongated figure and face, and wings in light 
and dark red; there are four women (myrrhophores), and two soldiers prostrate before 
the sepulchre in expressive postures, The representations in the photo from Stransky's 
archive are much more distinct than they are today. 

The Dormition of the Holy Virgin is well kept, excluding the upper part. The 
body of the Virgin is very slender and elongated, her head resting on a rectan gular red 
pillow. Apostle Peter swings а censer, St. John the Theologian leans over the Holy 
Virgin, and several other apostles stand behind the bed, covering their faces with their 
hands and clothes in dramatic gestures. Above St. Peter the book of one of the bishops 
is recognizable, and in the left part of the scene the figure of an angel is represented 
frontally. This iconographic scheme, as Djuric notes, is modelled on the scene in the 
Church of the Virgin Peribleptos in Mistra, The composition is very similar to that in 
the St. Athanasies in Kastoria, but the iconographic and stylistic features are also ina 
way reminiscent of the scene of the Dormition in the Church of St. Demetrios in 
Bobostica – the body of the Virgin in both monuments is strongly elongated and flat- 
tened: still, there аге a number of differences. 


Here I will not mention several other representations in the church, which are 
completely unrecognizable at present. 

Typical of the style of the painter is the representation of the identifying in- 
scriptions in stellar and rectangular borders or red medallions. Arguably, this applies 
to all single figures that are not overpainted. This device is strongly reminiscent of the 
inscription of the names in borders on the repoussés of icons. It is not typical of monu- 
mental painting, even though such monuments can be found sporadically, starting 
with the Hagia Sophia in Constantinople – there, however, only the designations of 
Christ and the Holy Virgin are in colour medallions. 

Probably in this case we have a regional specificity typical of the 14-15" 
century period, since the inscriptions аге decorated in a similar way in the churches of 
St. Athanasios in Kastoria (the epithet for the Virgin is in the same two stellar medal- 
lions), of St. Andrew tou Roussouli in Kastoria, of 5t. Athanasios in Kalista, in 
Leskovets. Velestovo, St. Nicholas Bolnichki, Matka, Boboshevo, Dragalevtsi and 
elsewhere, In no other monument, however, are the borders around the inscriptions so 
varied and widely used, 

Ш. The Name of the Church and the Constantinople Connection 

The dedication of the church to Christ Zoodotes raises numerous questions, 
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since this is an extremely rare name for a church. As far asd know, the only church of 
Christ Zoodotes from that аре? was founded by Manuel Cantacuzenus (13607) in 
Mistra, but there is only documentary evidence about the church in question.” 

In general, the choice of Christ as a church patron is rare and implies events 
after the death of Christ: Resurrection, Ascension or, more rarely, Transfiguration; i.e. 
the accent is on the salvation of the human race. The dedication of churches to Christ 
defined by various sotirological epithets is a Constantinapolitan tradition: Christ Chora, 
Christ Evergetes, Christ Philanthropos, Pantocrator, etc. Under the influence of 
Constantinople, especially in the 13-15" century, churches and monasteries with similar 
dedications were built in different parts of the Orthodox world, but their donors were 
invariably high up in the secular or ecclesiastical hierarchy — local rulers or senior 
clerics. Building a church dedicated to Christ symbolically accentuated the impor- 
tance of the place or the donor. 

The question naturally arises; where did the model of the church in Embore 
come from, and why was it used precisely in Embore. I will try to give a possible 
answer to the first question, but the second remains open for the time being. 

Here I will again refer to the Church of St, Demetrios in Bobostica. By tradi- 
tion, the lunette above the entrance of churches re presents the church patron; the rep- 
resentation here, however, is not of St. Demetrios but of the Virgin and Child, defined 
by the epithet MP OY Н ХОРА TOY AXQPITOY (The Dwelling-place of the 
Uncontainable [God]). This is the third such representation in ecclesiastical painting 
which I know of. The other two are in the Church of the Monastery of St. Saviour in 
Chora, in Constantinople“, which are spatially connected directly to the representa- 
tions of Christ defined as ХОРА ТОМ ХОМТОМ (The Dwelling-place of the Liv- 
ing). According to R. Oustehoud at the Monastery of St. Saviour in Chora, the image 
of Holy Virgin H ХОРА TOY AXOPITOY was positioned in the lunette above the 
entrance, because one of the symbolic meanings of the Virgin Blachernitissa is a Holy 
deer (The Gate of the Word). And the image of Virgin Blachernitissa seems to have 
been frequently positioned above the entrances“ . 

It is known that after reconstructing the church in the Monastery of St. Sav- 
iour in Chora, Theodoros Metochites dedicated it to both Christ and the Holy Virgin 
defined by the epithet chora. This dual dedication is confirmed not only by the surviv- 
ing writings of Theodoros Metochites, but also by the iconographic programme of the 
mosaics in the narthex, * More importantly, however, the monastery appears under 
the name ХОРА TOY AXQPITOY in official Constantinople documents of the sec- 
ond half of the 14th century, an example of which is the Synod act for the transfer of 
the bishop of Tzouroloi to Мегопа, 5 

At the same time, the church was known by the name not only of Christ Chora 
but also of Christ ZOOAOTHSX. It appears under this name in Late Byzantine litera- 
ture, e.g. in the Chronicle of George Franze: "TV поупу тоб Жооббтођ TV 
kaAovuévnv тїс Хорас.“ + According to the Greek ecclesiastical encyclopaedia, 
the Church of St. Saviour in Chora was dedicated to Christ Saviour ZOOAOTHX.* 
This name is a variant derived from the four representations of Christ with the name 
ХОРА TON ZONTON, This is where we can find an explanation for the strange 
dedication of the church in Embore and its connection with the Church of St. Saviour 
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in Chora in Constantinople. 

If we consider the connection between the dedication of the church in Embore 
to ZOOAOTHE and the representation above the entrance of the Bobostica church of 
the Theotokos H XQPA TOY AXQPITOY, as well as the similarities between the 
two donor portraits, we could assume that the donor of the two churches was one and 
the same person. He was probably well acquainted with the Church of St. Saviour in 
Chora and, inspired by the latter, decided to build two churches bearing the name of 
the Constantinople monastery — one dedicated to the Theotokos H ХОРА TOY 
AXQPITOY and another to Christ Zoodotes. 

Unfortunately, we still have no evidence about the personality of the donor 
Nimphon, but he was obviously a senior cleric connected with the Constantinople 
Patriarchate, who probably brought the complicated theological-liturgical images and 
ideas from the capital to his place of birth. 


162 





NOTES 


"Today Embore is a suburb of Korca called Mborje; 

` According to the Danchov Brothers’ Bul ganan Encyclopaedia, "Embore: village in Macedonia 
under Greek rule, near the town of Kailvare; pop. 1,078. In the past it had an alert Bulgarian 
population", 

`P Лозанова, Предварителни бележки върху иконографията на неизвестни 
стенописи от XIV век в църквата “Св, Димитър” в Бобощица (Албания), In: 
Сборник в памет на Стефан Кожухаров “Пути лостонть”. in print; В. 
Lozanova,.Iconographic Characteristics of the Murals of St. Demetrios Church in Bobostica 
l'Albania’, Sth International Hilandar Conference /Ohio State University, Columbus /, Raska; 
Yugoslavia, in print. 

* В. Джурич, Мали град - Св. Атанасије y Костуру - Борје, Зограф, 6, Београд, 1975, 
31-51. 

‘Two fragments and а scheme of the Dormition (ill: 31-33), the Holy Myrrhophores at the 
Sepulchre (111.20), the saints Theodoroi (ill, 39), a fragment from the Entry into Jerusalem and 
the Betrayal by Judas (ill. 36), and a fragment from the Melismos (ill. 27). 

"А, Stransky, Remarques sur la peinture du Moyen Age en Bulgarie, en Grece et en Albannie, 
CIEB, Sofia 1936, 43; B. H. Лазарев, История Византийской живопи cu, Moskow,1986, 
261, footnote 172; Ц; Грозданов, Охридското зидно сликарство од XIV век, Ohrid, 
1980, 167. 

“TL Милюков, Христіянскія древности Западной Maxenonin, Извести Русского 
археологического института въ Константинополь IV, Софія 1899, 76. 

‘TL Палауворуом, Вобамтижков vaóc тїс Млдрижс xai ет урафал avrov, 
Byzantinische Zeitschrift, 1908, 17, 129-130. P. Papageorgiou was obviously not familiar 
with Milyukov's above-mentioned study, since he writes that the librarian Konstantin Hristo 
Skenderis had shown him unpublished inscriptions from the church in Embore, 

^ E. Лархрос, Меос ЕАлуорупшом, 1922. 16; 119-120. S. P. Lampros says that on 4 
September 1907 he had received a letter from M. Vasikyros that contained the Mborje 
inscriptions, and publishes the letter in question. He proceeds to note that only one of the 
inscriptions was published in July in Фари, whereas in September both were published by 
P. Papageorgiou in AXntE(q. 

“Т. Popa, A propos de certaines inscriptions des eglises de Mali grad et de Ristoz /Ascension/ 
4 Mborje, Bulletin de l'Université d'Etat de Tirana, 2, Institut d'Histoire et de Linguistique, 
Tirana 1959, p. 257. 

" I would like to thank Dr. Dorothej Getov and Prof. Vasil Gjuzelev for deciphering the 
ай 

€ This expression is omitted by S. P. Lampros; according to P. Papageorgiou's publication, 
itis ТАММАЛАЛОМ; Milyukov, Popa and Djuric read it as TOY AMHPAAAA. 

“In S. Р. Lampros, IIANEY AABEETATOL, Op. cit, 120. 

“ Prosopographishes Lexikon Palaiologenzeit, Vienna, 1976-1986, t. 4, 39, N 3293. 
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5 This part is deciphered by Milyukov as follows: ME XPIZTON HMIN ЛЕГЕГ ћу 
Popa: MEXPI ETON p(aptiow) Хо: (31); by Djuric: ME XPIETON HMIN 
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